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INTRO
The Way You Look Tonight
Jerome Kern
Arr. Gwilym Simcock
















































































































































































































































































































































































E¨Œ„Š7 C‹7 F‹7 B¨7 E¨Œ„Š7 C7 F‹7 B¨717
µ
B¨‹7(„ˆˆ11) E¨7 A¨Œ„Š7 F‹7 B¨721


































































































































E¨Œ„Š7 C‹7 F‹7 B¨7 E¨Œ„Š7 C7 F‹7 B¨717
µ
B¨‹7(„ˆˆ11) E¨7 A¨Œ„Š7 F‹7 B¨721



































































































































E¨Œ„Š7 C‹7 F‹7 B¨7 E¨Œ„Š7 C7 F‹7 B¨727
C‹9 EŒ„Š13 F(„ˆˆ9)/A B¨7[âÄ“4] G13(#11) E13[âÄ] AŒ„Š7(#11) D7[âÀ]
B¨‹7(„ˆˆ11) E¨7 A¨Œ„Š7 F‹7 B¨731







































































































































































































E¨Œ„Š7 C‹7 F‹7 B¨7 E¨Œ„Š7 C7 F‹7 B¨727
C‹9 EŒ„Š13 F(„ˆˆ9)/A B¨7[âÄ“4] G13(#11) E13[âÄ] AŒ„Š7(#11) D7[âÀ]
B¨‹7(„ˆˆ11) E¨7 A¨Œ„Š7 F‹7 B¨731














































































































































































































G¨Œ„Š7 Gº7 A¨‹7 D¨7 G¨Œ„Š7 B¨‹7 Aº7 A¨‹7 D¨7
Swing q = q
5
37




G¨Œ„Š7 Gº7 A¨‹7 D¨13 G¨Œ„Š7 C¨Œ„Š7 F‹7(„ˆˆ11) B¨741
C©‹9 F©13(b9) B‹9 E13(#11) B¨‹7 A¨13(“4) A7(b9) D7[åÁ]














































































































































































































































































































E¨Œ„Š7 C7 F‹7 B¨747
G13(#11) E13[âÄ] E¨7(“4)/G E7½
B¨‹7(„ˆˆ11) E¨7 A¨Œ„Š7 F‹7 B¨749
















































































































































G¨Œ„Š7 Gº7 A¨‹7 D¨7 G¨Œ„Š7 B¨‹7 Aº7 A¨‹7 D¨7
Swing q = q
5
37
E¨‹11 EŒ„Š13(#11) E¨‹11 D13(b9)
G¨Œ„Š7 Gº7 A¨‹7 D¨13 G¨Œ„Š7 C¨Œ„Š7 F‹7(„ˆˆ11) B¨741
C©‹9 F©13(b9) B‹9 E13(#11) B¨‹7 A¨13(“4) A7(b9) D7[åÁ]



































































































































































































































































































































G¨Œ„Š7 Gº7 A¨‹7 D¨7 G¨Œ„Š7 B¨‹7 Aº7 A¨‹7 D¨7
Swing q = q
5
37
E¨‹11 EŒ„Š13(#11) E¨‹11 D13(b9)
G¨Œ„Š7 Gº7 A¨‹7 D¨13 G¨Œ„Š7 C¨Œ„Š7 F‹7(„ˆˆ11) B¨741
C©‹9 F©13(b9) B‹9 E13(#11) B¨‹7 A¨13(“4) A7(b9) D7[åÁ]






































































































































































































































































































































E¨Œ„Š7 C‹7 F‹7 B¨7 E¨Œ„Š7 C7 F‹7 B¨760
E¨Œ„Š7/B¨ B¨13(“4) D¨7 C7 B7 B¨7
B¨‹7(„ˆˆ11) E¨7 A¨Œ„Š7 F‹7 B¨764
B¨‹7 E¨7 A¨Œ„Š7 D¨7
E¨6 C‹7 F‹7 B¨7 E¨Œ„Š7 C‹7 F‹7 B¨766
E¨Œ„Š7/B¨ B¨13(“4)












































V V V V V V V V V V V V V V V V V V V V V V V V V V V V
V V V V V V V V V V V V V V V V V V V V V V V V V V V V
V V V V V V V V V V V V V V
V V V V V V V V V V V V V V
V V V V V V V V V V V V V V
V V V V V V V V V V V V V V
V V V V V V V V V V V V V V










E¨Œ„Š7 C‹7 F‹7 B¨7 E¨Œ„Š7 C7 F‹7 B¨760
E¨Œ„Š7/B¨ B¨13(“4) D¨7 C7 B7 B¨7
B¨‹7(„ˆˆ11) E¨7 A¨Œ„Š7 F‹7 B¨764
B¨‹7 E¨7 A¨Œ„Š7 D¨7
E¨6 C‹7 F‹7 B¨7 E¨Œ„Š7C‹7 F‹7B¨7 E¨6 C‹7 F‹7 B¨7E¨Œ„Š7C‹7 F‹7 B¨766
E¨Œ„Š7/B¨ B¨13(“4) E¨Œ„Š7/B¨ B¨13(“4)
E¨Œ„Š7 C‹7 F‹7 B¨770













































V V V V V V V V V V V V V V V V V V V V V V V V V V V V
V V V V V V V V V V V V V V V V V V V V V V V V V V V V
V V V V V V V V V V V V V V
V V V V V V V V V V V V V V
V V V V V VV V V V V V VV V V V V V VV V V V V V VV
V V V V V VV V V V V V VV V V V V V VV V V V V V VV
V V V V V V V V V V V V V V













E¨Œ„Š7 C‹7 F‹7 B¨7 E¨Œ„Š7 C7 F‹7 B¨770
D¨7 C7 F7 A¨‹7 G‹7(b5) C7 F‹7 B¨7
B¨‹7(„ˆˆ11) E¨7 A¨Œ„Š7 F‹7 B¨774
B¨‹7 A7 A¨13(“4) D¨7(“4)
E¨6 C‹7 F‹7 B¨7 E¨Œ„Š7 C‹7 F‹7 B¨776
E¨Œ„Š7/B¨ B¨13(“4)



















































V V V V V V V V V V V V V V V V V V V V V V V V V V V V
V V V V V V V V V V V V V V V V V V V V V V V V V V V V
V V V V V V V V V V V V V V
V V V V V V V V V V V V V V
V V V V V V V V V V V V V V
V V V V V V V V V V V V V V
V V V V V V V V V V V V V V













E¨Œ„Š7 C‹7 F‹7 B¨7 E¨Œ„Š7 C7 F‹7 B¨788
G7 B7(#11) A7(#11) D¨7(#11) G7½ C7½ F7½ B¨7½
B¨‹7(„ˆˆ11) E¨7 A¨Œ„Š7 F‹7 B¨792






























V V V V V V V V V V V V V V V V V V V V V V V V V V V V
V V V V V V V V V V V V V V V V V V V V V V V V V V V V
V V V V V V V V V V V V V V








E¨6 C‹7 F‹7 B¨7 E¨Œ„Š7 C‹7 F‹7 B¨7 E¨6 C‹7 F‹7 B¨7 E¨Œ„Š7 C‹7 F‹7 B¨794
E¨/G A¨13(“4) A13(“4) B¨13(“4) E¨/G A¨13(“4) C13(“4) E13(“4)
E¨6 C‹7 F‹7 B¨7 E¨Œ„Š7 C‹7 F‹7 B¨798
E¨/G A¨13(“4) A13(“4) B¨13(“4)
E¨6 C‹7 F‹7 B¨7 E¨Œ„Š7 C‹7 F‹7 B¨7100









































V V V V V V V V V V V V V V V V V V V V V V V V V V V V
V V V V V V V V V V V V V V V V V V V V V V V V V V V V














































































































































































D¨7 C7 B7 B¨7
62






































































































































































































































































































































































































































































































































































































E¨/G A¨13(“4) A13(“4) B¨13(“4) E¨/G A¨13(“4) C13(“4)E13(“4)
210
E¨/G A¨13(“4) A13(“4) B¨13(“4)
214
E¨/G A¨13(“4) C13(“4) E13(“4)
216
E¨/G A¨13(“4) A13(“4) B¨13(“4)218





































































































































































































































































































































































































































































































































































































































































































Œ Ó Ó Œ
Œ Œ Ó Œ
œ















































































E¨/G A¨13(“4) A13(“4) B¨13(“4)222
E¨/G A¨13(“4) C13(“4) E13(“4)224
E¨/G A¨13(“4) A13(“4) B¨13(“4)226
E¨/G A¨13(“4) C13(“4) E13(“4)228
E¨/G A¨13(“4) A13(“4) B¨13(“4)230































































































































































































































































































































































































E¨/G A¨13(“4) A13(“4) B¨13(“4)
234
E¨/G A¨13(“4) C13(“4) E13(“4)
236
E¨/G A¨13(“4) A13(“4) B¨13(“4) E¨/G A¨13(“4) C13(“4) E13(“4)
238
E¨/G A¨13(“4) A13(“4) B¨13(“4)
242
E¨/G A¨13(“4) C13(“4) E13(“4)
244
























































































































































































































































































































































































































































E¨/G A¨13(“4) C13(“4) E13(“4)
248
E¨/G A¨13(“4) A13(“4) B¨13(“4)250
E¨/G A¨13(“4) C13(“4) E13(“4)252
E¨/G A¨13(“4) A13(“4) B¨13(“4)
254
E¨/G A¨13(“4) C13(“4) E13(“4)
256






























































































































































































































































































































































































































































































































































































































































































































































































































































E¨/G A¨13(“4) A13(“4) B¨13(“4) E¨/G A¨13(“4) C13(“4)E13(“4)
E¨/G A¨13(“4) A13(“4) B¨13(“4)
214
F
E¨ D¨ C A B¨
216
E¨/G A¨13(“4) C13(“4) E13(“4)
218



































































































































































































































































































D¨7 C7 F7 A¨‹770
G‹7(b5) C7 F‹7 B¨7
72




































































































































































































































































































































D¨7 C7 B7 B¨7
62




















































































































































































































































































































C©‹7 F©7 B‹7 E7(#11)
84
B¨7[åÁ] A¨13(“4) A7(b9) D7[åÁ]
86
G7 B7(#11) A7(#11) D¨7(#11)
88







































































































































































































































































































































































































































































































G7[åÁ] G¨Œ„Š7 F7 BŒ„Š7(#11)
70
B¨‹7 E¨13(“4) F‹7 D¨Œ„Š7
72






















































































































































































































































































































































E¨/G A¨13(“4) A13(“4) B¨13(“4)
234
E¨/G A¨13(“4) C13(“4) E13(“4)
236
E¨/G A¨13(“4) A13(“4) B¨13(“4) E¨/G A¨13(“4) C13(“4) E13(“4)
238
E¨/G A¨13(“4) A13(“4) B¨13(“4)
242
E¨/G A¨13(“4) C13(“4) E13(“4)
244
























































































































































































































































































































































































































































B¨‹7 E¨7 A¨Œ„Š7 D¨7
92
E¨/G A¨13(“4) A13(“4) B¨13(“4)94
E¨/G A¨13(“4) C13(“4) E13(“4)
96
E¨/G A¨13(“4) A13(“4) B¨13(“4)98
E¨/G A¨13(“4) C13(“4) E13(“4)
100




















































































































































































































































































































































































































































































































E¨/G A¨13(“4) Aº7B¨13(“4) E¨/G A¨13(“4) C13(“4) E13(“4)190
E¨/G A¨13(“4) Aº7 B¨13 E¨/G A¨13(“4) C13(“4) E13(“4)
194
E¨/G A¨13(“4) Aº7B¨13(“4) E¨/G A¨13(“4) C13(“4) E13(“4)198
E¨/G A¨13(“4) A13(“4) B¨13(“4) E¨/G A¨13(“4) C13(“4) E13(“4)
202
E¨/G A¨13(“4) A13(“4) B¨13(“4)206
















































































































































































































































































































































































































































































































































































































































































































































































































































B¨‹7 E¨7 A¨Œ„Š7 D¨7
92
E¨/G A¨13(“4) A13(“4) B¨13(“4)94
E¨/G A¨13(“4) C13(“4) E13(“4)
96
E¨/G A¨13(“4) A13(“4) B¨13(“4)98
E¨/G A¨13(“4) C13(“4) E13(“4)
100
































































































































































































































































































































































































































































































































E¨/G A¨13(“4) C13(“4) E13(“4)
248
E¨/G A¨13(“4) A13(“4) B¨13(“4)250
E¨/G A¨13(“4) C13(“4) E13(“4)252
E¨/G A¨13(“4) A13(“4) B¨13(“4) E¨/G A¨13(“4)
254
C13(“4) E13(“4)257












































































































































































































































































































































































































































































































D¨7 C7 F7 A¨‹770
G‹7(b5) C7 F‹7 B¨7
72














































































































































































































































































































































B¨‹7 E¨7 A¨Œ„Š7 D¨7
92
E¨/G A¨13(“4) A13(“4) B¨13(“4)94
E¨/G A¨13(“4) C13(“4) E13(“4)
96
E¨/G A¨13(“4) A13(“4) B¨13(“4)
98


















































































































































































































































































































































































































































B¨‹7 E¨7 A¨Œ„Š7 D¨7
92
E¨/G A¨13(“4) A13(“4) B¨13(“4)
94
E¨/G A¨13(“4) C13(“4) E13(“4)
96
E¨/G A¨13(“4) A13(“4) B¨13(“4)
98



















































































































































































































































































































































































































































E¨/G A¨13(“4) A13(“4) B¨13(“4)222
E¨/G A¨13(“4) C13(“4) E13(“4)224
E¨/G A¨13(“4) A13(“4) B¨13(“4)
226
E¨/G A¨13(“4) C13(“4) E13(“4)228
E¨/G A¨13(“4) A13(“4) B¨13(“4)230






























































































































































































































































































































































































E¨/G A¨13(“4) Aº7B¨13(“4) E¨/G A¨13(“4) C13(“4) E13(“4)190
E¨/G A¨13(“4) Aº7 B¨13 E¨/G A¨13(“4) C13(“4) E13(“4)
194
E¨/G A¨13(“4) Aº7B¨13(“4) E¨/G A¨13(“4) C13(“4) E13(“4)198
E¨/G A¨13(“4) A13(“4) B¨13(“4) E¨/G A¨13(“4) C13(“4) E13(“4)
202
E¨/G A¨13(“4) A13(“4) B¨13(“4)206





















































































































































































































































































































































































































































































































































































D¨7 C7 B7 B¨7
62




























































































































































































































































































































C©‹7 F©7 B‹7 E7(#11)
84
B¨‹7 E¨7 A‹7 D7½
86
G7 B7(#11) A7(#11) D¨7(#11)
88














































































































































































































































































































































































































































































































































































































































The Way You Look Tonight
Jerome Kern
Arr. Gwilym Simcock

















































































































































































































































































































































































































































































































































































































































E¨‹11 EŒ„Š13(#11) E¨‹11 D13(b9)
Swing q = q
5
37


















































































































































































































































































































































































































































































































































































































































































































D¨7 C7 B7 B¨7
62




















































































































































































































































































































D¨7 C7 F7 A¨‹770
G‹7(b5) C7 F‹7 B¨7
72


















































































































































































































































































































































C©‹7 F©7 B‹7 E7(#11)
84
B¨‹7 E¨7 A‹7 D7½
86
G7 B7(#11) A7(#11) D¨7(#11)
88




































































































































































































































































































































































































































































































B¨‹7 E¨7 A¨Œ„Š7 D¨7
92
E¨/G A¨13(“4) A13(“4) B¨13(“4)94
E¨/G A¨13(“4) C13(“4) E13(“4)
96
E¨/G A¨13(“4) A13(“4) B¨13(“4)98
E¨/G A¨13(“4) C13(“4) E13(“4)
100























































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































C©‹7 F©7 B‹7 E7(#11)
129
B¨‹7 A¨13(“4) A7½ D7½
131
























































































































































































































































































































































































































































































































































































































































Œ Ó Ó Œ
Œ Œ Ó Œ Œ Œ Ó Œ
œ















































































B¨‹7 E¨7 A¨Œ„Š7 D¨7152
E¨Œ„Š7/B¨ B¨13(“4) E¨Œ„Š7/B¨ B¨13(“4)154
D¨7 C7 F7 A¨‹7 G‹7(b5) C7 F‹7 B¨7158
B¨‹7 E¨7 A¨Œ„Š7 D¨7162













































































































































Œ Ó Ó Œ
œ






































































Œ ∑ Œ ‰
œ ™
œ













































































































































E¨‹7 EŒ„Š7(#11) E¨‹7 D‹7
168
C©‹7 F©7 B‹7 E7(#11) B¨‹7 E¨7 A‹7 D7172
G7 B7(#11) A7(#11) D¨7(#11) G‹7(b5) C7 F‹7 B¨7(#11)176
B¨‹7 A7(#11) A¨Œ„Š7 D¨7180
E¨/G A¨13(“4) Aº7 B¨13(“4) E¨/G A¨13(“4) C13(“4) E13(“4)182






































































































































































































































































































































































































































































































































































































E¨/G A¨13(“4) Aº7B¨13(“4) E¨/G A¨13(“4) C13(“4) E13(“4)190
E¨/G A¨13(“4) Aº7 B¨13 E¨/G A¨13(“4) C13(“4) E13(“4)
194
E¨/G A¨13(“4) Aº7B¨13(“4) E¨/G A¨13(“4) C13(“4) E13(“4)198
E¨/G A¨13(“4) A13(“4) B¨13(“4) E¨/G A¨13(“4) C13(“4) E13(“4)
202
E¨/G A¨13(“4) A13(“4) B¨13(“4)206





















































































































































































































































































































































































































































































































































































E¨/G A¨13(“4) A13(“4) B¨13(“4) E¨/G A¨13(“4) C13(“4)E13(“4)
210
E¨/G A¨13(“4) A13(“4) B¨13(“4)
214
E¨/G A¨13(“4) C13(“4) E13(“4)
216
E¨/G A¨13(“4) A13(“4) B¨13(“4)218
















































































































































































































































































































































































E¨/G A¨13(“4) A13(“4) B¨13(“4)222
E¨/G A¨13(“4) C13(“4) E13(“4)224
E¨/G A¨13(“4) A13(“4) B¨13(“4)226
E¨/G A¨13(“4) C13(“4) E13(“4)228
E¨/G A¨13(“4) A13(“4) B¨13(“4)230


























































































































































































































































































































































































E¨/G A¨13(“4) A13(“4) B¨13(“4)
234
E¨/G A¨13(“4) C13(“4) E13(“4)
236
E¨/G A¨13(“4) A13(“4) B¨13(“4) E¨/G A¨13(“4) C13(“4) E13(“4)
238
E¨/G A¨13(“4) A13(“4) B¨13(“4)
242
E¨/G A¨13(“4) C13(“4) E13(“4)
244

























































































































































































































































































































































































































































E¨/G A¨13(“4) C13(“4) E13(“4)
248
E¨/G A¨13(“4) A13(“4) B¨13(“4)250
E¨/G A¨13(“4) C13(“4) E13(“4)252
E¨/G A¨13(“4) A13(“4) B¨13(“4)
254
E¨/G A¨13(“4) C13(“4) E13(“4)
256

























































































































































































































































































































































































































































































































































































































































































































































































































































































































E¨‹11 EŒ„Š13(#11) E¨‹11 D7½
Swing q = q
5
281
C©‹9 F©13(b9) B‹9 E7(#11) B¨‹7 A¨13(“4) A7(b9) D7[äÁ]285


























































































































































































































































































































































































































































































D7 G7[åÁ] C‹7 F7
304
305













































































































































































































































































































































































































































































D7 G7[åÁ] C‹7 F7
314
315
























































































































































































































































































































































































































BS:	 Yeah,	sure.	Do	you	find,	like,	just	with	the	performance	anxiety	thing,	do	you	find	like	it’s,	err,	easier	or	harder	in	a	recording	situation	vs.	live?		GS:	 Um,	harder.	Definitely	harder	because	you	know	that	whatever	you	do	is	going	to	be	documented	forever,	I	mean,	through	the	recording	you	have	the	opportunity	to	cherry	pick,	which	is	great,	um,	but,	you	do	have	that	thing	of	thinking	“oh	shit,	this	is…”	–	you	know,	every	little	slip	that	you	do,	or	every	thing	that	feels	like	it’s	slightly	out	of	time,	um,	everyone’s	going	to	mull	over	and	think	you’re	shit.	So,	yeah,	that’s	the	challenge	with	recordings.		Um,	and	actually,	to	be	honest,	I	mean,	coming	from	–	maybe	this	all	ties	in	together	–	but	the	classical	side	of	it	–	the	thing	that	I	found	the	hardest	in	jazz,	certainly	from	the	beginning,	was	the	time	feel	thing,	because,	you	know,	melody	and	harmony	–	there’s	such	a	strong	link	to	classical	music.	And	certainly	the	harmony	that	I	enjoy	in	jazz,	and	try	to	–	well	certainly	in	the	last	couple	of	years	more	so	–	trying	to	sort	of	–	sometimes	trying	to	extend	harmony	a	little	bit	so	it’s	not	just	your	regular	chords.	That	has	a	lot	to	do	with	coming	from	the	classical	side.	But	the	rhythmic	feel	–	there’s	such	a	difference	with	the	way	that	you	approach	it	as	a	classical	musician	and	as	a	jazz	musician.	So	that	was	always	the	thing	that	I	had	to	work	really	hard	on.		Um,	and	funny	enough,	the	guy	on	that	album	that	you’ve	been	listening	to,	Phil	Donkin,	is	just	brilliant	at	time	things,	and	playing	like	four	over	five	over	Thursday	over	pink	over…	[Laughs]	you	know,	just	he’s	–	he	was	so	mega	at	that.	And	really,	the	two	tunes	on	that	album,	The	Way	You	Look	Tonight,	and	the	first	tune,	um,	what’s	it	called,	A	Typical	Affair,	those	two	were	certainly	very	much	influenced	by	the	fact	I	was	playing	with	him	a	lot	then	and	he	could	do	all	that	stuff,	and	I	was	like	“right,	shit,	I	need	to	get	my	–	get	stuff	together,”	and	that	–	trying	to	write	stuff	to	improve	that	is	always	a	good	way	to	do	that,	I	think.		BS:	 So	they	were	more	exercises	for	you	to	be	able	to	achieve	a	concept,	was	it?		GS:	 Yeah,	I	think	a	little	bit	so.	Uh,	and	to	be	honest,	like,	a	lot	of	the	music	I’ve	written	over	–	on	various	albums	over	the	years,	certainly	on	solo	things,	are	–	at	least	some	of	it	has	come	from	the	concept	of	trying	to	improve	at	something.	Um,	well	I	think	it’s	nice	if	you	can	write	music	that	aids	your	own	learning	process	maybe.		BS:	 Yeah	definitely.	So,	well	in	that	case,	what	was	your	process	for	arranging	The	
Way	You	Look	Tonight?	GS:	 I	can’t	really	[laughs]…	BS:	 [Laughs]	yeah	I	know	it’s	probably	going	back	quite	a	while.	GS:	 Yeah,	next	question!	Um,	no,	I	think	the	idea	of	just	doing	the	–	is	it	poly	–	do	you	call	it	polyrhythms?	I	suppose	if	you’re	doing	four	over	three	or	three	over	two,	you	know,	like,	more	than	one	superimposed	on	top	of	the	other.	And	it	just	occurred	to	me	that,	you	know,	you	do	the	four	–	you	can	do	four	over	three,	which	is	an	obvious	thing	and	then	three	over	two	is	a	kind	of	obvious	thing.	And	that’s	not	a	million	miles	away	from	then	seven	over	five.	Um,	obviously	evened	out	a	bit.	You	can	sort	of	get	an	approximation	of	that	by	doing	four	over	three	and	then	three	over	two.	Um,	if	that	makes	any	sense.	And	
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then…		BS:	 Yeah.	That’s	really	interesting	‘cause	part	of	the	analysis	that	I	was	looking	at	was	just	like,	uh,	trying	to	work	out	an	easy	way	to	approach,	like,	uh,	the	whole	five	over	seven	sort	of	thing.	And	same	thing	–	yeah	we	kind	of	broke	it	down	into	–	you	could	maybe	do	like,	you	know,	minim	triplets,	like	three	over	four	sort	of	thing,	and	then	two	dotted	crotchets	and	it	roughly	equates	fairly	similar	to	a	five	over	seven	…	Even	though	it’s	not	metrically	accurate.	But	at	that	tempo	it’s	pretty	imperceivable.		GS:	 Exactly.	Exactly	that.	BS:	 Wow.	That’s	interesting.	Um…	GS:	 And	they’re	both	like	4/4	–	you	know,	if	you	have	seven	–	something	in	seven,	you’ve	got	a	four	and	a	three,	and	something	in	five,	you’ve	got	a	three	and	a	two,	you’ve	got	a	long	pulse	and	a	–	a	long	length	and	a	shorter	length.	Those	two	–	they’re	quite	a	strong…	[Pauses]	um…	[Pauses]	what’s	the	best	way	of	putting	it?	Quite	a	strong	kind	of	post	within	that	to	–	as	a	time	feel.		You	know,	if	you’re	playing	–	if	you’re	playing	in	seven	then	it’s	easy	to	–	almost	too	easy	to	get	into	the	kind	of	[sings	4-3	clave].	Um,	which	I	guess	kind	of	–	we	really	do	on	that	recording.	I	mean,	there’s	nothing	particularly	mind-blowingly	odd	about	it.	That’s	pretty	much	what	it	gets	into	when	we’re	–	when	we’re	soloing	on	that	–	that	part	of	it.		BS:	 Yeah,	I	can	definitely	hear	that	in	the	bass	part.	GS:	 But	that’s	why	it’s	quite	fun	with	the	five;	it	loses	that	middle	–	that	middle	post	really.	So,	because	it’s	not	quite	there,	like	you	say,	it’s	almost	imperceivable	at	that	tempo,	but	it’s	not	quite	[sing	4-3	clave]…	Anyway.			BS:	 Yeah.	Cool!	Um,	okay,	so	what	were	some	of	the	key	devices	or	concepts	you	used	in	the	arrangement?	So,	obviously	we	looked	at	the	–	there’s	the	five	over	seven	sort	of	thing.	Um,	but	yeah,	were	there	any	sort	of	key	devices	you	were	thinking,	or	aiming	to	use	when	taking	a	standard	from	such	a,	you	know,	very	traditional	chord	sort	of	thing?	So	anything,	like,	concepts	for	harmony,	or	how	did	you	explore	it?	Or	the	different	meter	thing?	All	that	sort	of	stuff.		GS:	 Umm…	BS:	 Pretty	broad	question,	I’m	sorry	[laughs].	GS:	 Yeah,	no,	no,	I	was	just	thinking	about	how	it	–	what	things	–	if	anything	interesting	is	going	on.	Um,	one	of	those	quite	–	one	thing	I	like	in	that	is	the	–	having	an	almost	like	a	little	bit	of	a	break.	Um,	[sings	end	of	A	section	melody],	having	the	–	having	a	break	below	the	[sings	last	line	of	A	section	melody],	and	then	setting	up	the,	um…	Yeah,	I’m	sorry,	I’m	going	to	have	to	think	hard	to	actually	–	to	successfully	answer	the	question.		Um,	I	mean,	it’s	no	–	I	wanted	to	set	up	the	vamp	at	the	beginning.	Um,	and	it’s	clear	with	that	kind	of	tune	that	probably	wouldn’t	work	to	just	maintain	the	
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vamp	underneath	it.	But	the	vamp’s	the	reference	point	for	the	style	of	it,	re	the	[sings	bass	line].	So…		BS:	 Did	that	come	to	you	first?	That	idea…	GS:	 Sorry?	BS:	 Did	that	vamp	idea	come	to	you	first?	Is	that	sort	of,	what…	GS:	 You	know	what,	I	honestly	can’t	remember	now.	It	would	have	been	about	ten	years	ago.	I	just	–	I	can’t	quite	remember.	But,	um,	in	The	Way	You	Look	Tonight	you’ve	got	that	kind	of	tag	between	the	A	sections	which	is	quite	nice	and	a	little	bit	unusual;	they’re	a	bit	more	extended.		Um,	maybe	I	should	go	to	the	piano.	Actually	my	piano	is	unbelievably	out	of	tune,	but	um…		BS:	 [Laughs]	it	can’t	be	worse	than	mine.	Trust	me.	I	won’t	even	dare	play	it	[laughs].		GS:	 Ah	look,	bear	with	me	a	sec	[moves	into	different	room].	BS:	 No	worries.	GS:	 Try	not	to	drop	the	tea.	Got	the	laptop…	BS:	 [Laughs].	GS:	 Sorry	about	this.	BS:	 You’re	alright!	GS:	 Um…	I	haven’t	really	been	in	this	house	very	long.	And	I’ve	not	really	been	here	for	the	time	that	I’ve	owned	it,	so	everything’s	an	absolute	tip.		BS:	 [Laughs]	all	good.	GS:	 And	I	bought	it	off	an	old	guy	so	the	whole	décor	of	the	place	is	kind	of	very	‘old	people’	as	you	can	probably	notice	from	the	wallpaper	that’s	going	on.		BS:	 [Laughs]	man,	I	just	love,	like,	London	houses.	So	much	cooler	than	Australia	[laughs].		GS:	 [Laughs]	well	actually	no	I’m	in	the	north	of	England	actually.	I’m	near	to	Manchester.		BS:	 Oh,	right!	GS:	 Um,	in	the	countryside.	So	I	recently	moved	out	of	London	after	sixteen	years,	so	it’s	kind	of	nice	to	–	nice	to	have	got	away,	to	be	honest.		
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Yeah,	um,	[plays	piano]	can	you	hear	that?	Is	that	too	loud	or	too	quiet?		BS:	 That’s	great.	That’s	perfect.	GS:	 [Plays	The	Way	You	Look	Tonight	in	a	more	traditional	way]	that	little	tag	thing	is	quite	–	is	quite	a	nice,	uh	–	that’s	maybe	a	little	bit	unusual	for	a	standard,	having	that	there.	So	I	guess	that	turning	that	tag	into	the	tag	that	became	the	tag	of	the	piece	[plays	introduction	vamp	of	arrangement].	Basically	that’s	the	–	using	the	concept	of	it	having	a	tag	but	then	changing	it	to	the	one	that	I	wanted.		BS:	 Yeah!	GS:	 Uh,	[plays	A2	of	the	arrangement	in	a	more	chordal	fashion].	Let	me	get	the	–	let	me	get	the	music	on	my	laptop	so	I	can	at	least	see	what	I’m	doing.		BS:	 Yeah,	sure.	It’s	actually	really	interesting	even	just	kind	of	hearing	it	then	with	the	melody	in	sort	of	block	chords	without	–	like,	kind	of	roughly	following	the	bass	line	but	without	the	bass	line,	if	that	makes	sense?	Kind	of	hearing	what	were	–	what	were	the	underlying	changes.		GS:	 Yeah	absolutely.	Okay,	right,	yeah,	so	that’s	one	thing	I	suppose	is	trying	to	map	out	harmony	but	in	a	horizontal	way,	as	opposed	to	a	vertical	‘chord,	chord,	chord’	way.	BS:	 Sure,	yeah.	GS:	 Uhh,	Way	You	Look	Tonight	[searches	on	computer].	I	think	that’s	something	really	nice	to	do	with	harmony,	either	you	take	three	or	four	lines	and	try	to…	[Pauses]	ah,	try	to	do	it	in	that	–	uh,	The	Way	You	Look	Tonight	[opens	file	on	computer].	Right,	here	we	go…		[Plays	through	intro	and	A1]		So	that	–	things	like	that	[plays	last	line	of	A	section	melody].	I	love	this…		BS:	 Like	voice-leading	things?	GS:	 That’s	probably	not	even	in	the	chart	actually.	But,	um,	I	things	like	that	little	passing	notes	that	you	get	tension	and	then	release.		BS:	 Yeah!	GS:	 [Plays	through	A2]		So	all	that	kind	of	horizontal	movements	are	really	like,	um…		BS:	 It’s	almost,	like,	fugue-like!	GS:	 Yeah,	I	kind	of	like	that	style	–	that	kind	of	horizontal	thing.	‘Cause	it	is	easier	with	jazz	chords	to	get	into	the	vertical	kind	of	‘chord,	chord,	chord,	chord,	chord’.	And	then	I	guess	–	I	guess	you	get	that	in	the	solo	when	it’s	got	to	have	a	sequence	to	–	to	play	on,	then	it	becomes	a	bit	more…	I	think	if	I	did	it	again	
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now,	I	might	try	and	disguise	the	chords	a	bit	more	than	I	did.		BS:	 Interesting.	Yeah,	sure.	GS:	 The	sequence	ends	up	becoming	a	bit,	um	–	[whispers]	where’s	the	chords?	[Pauses]	Sorry!		BS:	 [Laughs]	GS:	 [Typing]	I’m	not	very	used	to	sort	of	describing	things	that	I’ve	done.	I	have	to	work	out	what’s…			BS:	 Must	feel	like	you’re	under	a	microscope	[laughs].	GS:	 [Pauses]	I’m	just	trying	to	find	the	chart	that	I	sent	you	that’s	got	the	chords	on	it.		BS:	 Is	the	one	that	you	sent	me	the	one	that	everyone	read	on	the	session?	Or	does	–	did	everyone	have	sort	of	their	own	parts?	Or?		GS:	 I	think	it’s	pretty	much	the	one	I	sent	to	you	really.	I	mean,	Martin	on	drums	doesn’t	necessarily	tend	to,	um,	read	music	that	much.	Once	he’s	sort	of	got	it	together	he’ll	just	crack	on	with	it.		BS:	 Yeah	sure.	GS:	 Right,	so,	I’m	just	trying	to	work	out	what	to	say	about	this	really.		So,	yeah	that	harmony	being	disguised	in	a	horizontal	way.	I	like	the	idea	of	having	a	break	in	the	bar	–	bar	9	going	into	the	[plays	last	line	of	A	section].	So	it	feels	like	you’ve	arrived	–	um,	you’ve	arrived	at	a	point	when	you	get	to	that	last	note	of	the	tune.	As	opposed	to	that	just	being	the	end	of	the	phrase.		Sorry	my	washing	machine’s	noisy	in	here	now	[laughs]	[leaves	to	shut	door].		BS:	 [Laughs].	GS:	 So	that’s	one	thing.	I	mean,	I	guess	the	bridge,	I’d	got	to	–	I’d	work	through	the	A	sections	and	think	about	what	to	do	in	the	bridge.	Do	you	just	carry	on	doing	more	of	the	same	or	try	to	do	something	a	little	bit	different?	Then	it	occurred	to	me	that	you	could	just	use	the	five	as	the	new	tempo.	[Pauses]	which	is	what	happens	obviously…		[Plays	bridge]		There’s	something,	and	I’m	not	sure	how	to	get	into	this,	but	in	terms	of	reharmonising,	um,	if	you’ve	got	certain	notes	that	are	high	points	of	the	phrase,	you	know,	crucial	melodic	notes	of	the	phrase,	trying	to	harmonise	them	in	a	way	that	they	become	a	very	fruity	extension.	For	instance,	so	[plays	a	D13(b9#9#11)	with	the	Eb	on	the	top].	So	that	–	I	think	that	was	the	thinking	behind	that	one.	[Plays	melody	in	context,	and	pauses	when	he	finds	something	new	to	discuss].	I	quite	like	having	those	little	tasty	things	in	there	that	sound	a	
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little	bit	odd	like	[plays	a	D#	melody	note	on	a	Bm9	chord],	you	get	that	for	a	second,	but	it’s	almost	intangible	‘cause	it	passes	so	quickly.	[Plays	the	phrase	where	this	occurs].		BS:	 The	melody	is	stronger,	yeah.	GS:	 [Continues	playing]	again,	I	think	if	I	did	it	again	now	I’d	probably	be	a	bit	more	–	I	can	see	the	kind	of	immaturity	of	it	in	some	ways.	Uh,	in	some	ways	I’d	–	just	the	way	the	chords	do	just	kind	of	‘chord,	chord,	chord’.	I	definitely	would	try	and	do	that	a	little	bit	differently	now.	Um,	but	uh,	yeah	looking	at	that	concept	of	the	notes	being	fruity	extension…	[Plays	A	section	melody]	It’s	all	pretty	coherent.		BS:	 What	are	you	hearing	as	sort	of	the	underlying	chords	of	those	–	the	A	section.	‘Cause	like	the	root	movement	suggests	‘E’,	well	especially	with	the	intro,	which	uh	is	a	–	that’s	a	cool	change	as	well.		GS:	 [Plays	Ema7	chord]	yeah,	um,	I	suppose	um,	starts	pretty	coherently.	[Begins	playing	through	A	section	slowly,	filling	out	with	chords]	so	like	a	Db	sus.	I	presume	you	–	are	you	recording	this	so	it’s	easy	to	get	through	it?		BS:	 Yeah	yeah,	so	I	can	check	it	out…	GS:	 Alright,	cool.	[Continues	melody]	I	mean	some	of	them	don’t	really	translate	into	whole	chords.	Some	of	them	were	only	supposed	to	be	passing	linear	things,	I	guess.	[Plays	A	section	again]		I	think	actually	it’s	probably	this	second	A	that	might	be	a	bit	more	coherent.	[Plays	A2]	Yeah	so	that	–	I	think	that’s	what	I	maybe	did	on	the	recording,	I	can’t	remember	now,	but	maybe	I	left	the	first	one	a	bit	more	bare	and	then	got	more	into	passing	chords	in	this	one	[plays	A2].		BS:	 In	terms	of	actually	like	–	like	if	I	was	to	kind	of	go	through	and	analyse	the	chords	for	the	A	section,	are	you	roughly	kind	of	hearing	it	every	one	and	three?	Or	one	and	four	of	the	five	is	kind	of	where	the	down	points	are	for	harmony?	Like	‘cause	that	time	then	kind	of	sounded	more	like,	yeah,	C	minor	9,	E	major	7	sort	of	thing	when	you	kind	of	played	through	it	then.		GS:	 Yeah,	I	can’t	remember	the	recording	if	I	maybe	pre-empted	the	chords	with	the	bottom	half	of	my	right	hand,	as	in	like,	um…	[Demonstrates	chords	falling	before	melody	in	bottom	half	of	right	hand	with	bass	line]	so	like	you	say,	maybe	the	chords	move	on	the	third	of	the	fifth	in	the	left	hand,	but	then	the	tune	kind	of	fits	to	something	which	happens	after	that	in	that	little	gap	between	the	third	and	fourth.		BS:	 Yeah,	wow.	GS:	 Like	as	I	say,	I	can’t	remember,	I	haven’t	listened	to	it.	BS:	 I	noticed	there	was	a	vamp	thing,	as	well,	that	you	guys	do.	I	noticed	it	more	at	the	end	of	the	bass	solo	and	I	think,	uh,	you	went	to	play	over	it	yourself	for	quite	a	while	–	that	extended	vamp	idea.	Was	that	part	of	the	arrangement	as	well?	I	don’t	think	I	noticed	it	on	the	lead	sheet	as	much,	but	it	could	have	been	
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an	after	thought	thing.		GS:	 [Whispers]	ah,	I	forgot	what	I	was	going	to	say	then.	Um	[plays	the	vamp].	That	bit?		BS:	 Yeah	like	the	sort	of	–	took	a	huge	solo	on	that	as	well	before	coming	back	to	the	final	head.	And	I	think	the	bass	maybe	played	on	that	for	a	while…	GS:	 The	chart	I’m	looking	at,	and	I	can’t	remember	if	it’s	the	right	one,	but	um,	it’s	just	kind	of	got,	uh	–	it’s	just	a	four	bar	vamp	–	a	four	bar	loop.	[Plays	along],	that’s	sort	of	Eb	over	G	then	[continues	playing],	is	that	roughly	what	you’ve	got	on	the…		BS:	 Yeah,	I	think	I’ve	got	the	same	chart	as	you.	It’s	the	‘tidied	2014’.	GS:	 No,	I	haven’t	got	that	sheet.	Let	me	find	that.	I	think	it’s	probably	similar,	but…	
Look	Tonight,	tidied	[typing].		BS:	 Which	one	were	you	looking	at?	Like	a	–	one	closer	to	the	album	recording?		GS:	 Yeah.	Well	I	-	basically	all	I	did	is	just	tidied	the	Sibelius	file	up,	but	um,	I’m	just	wondering	if	there’s	slight	discrepancy	between	the	chords	[typing].		BS:	 Yeah,	a	lot	on	that	one,	I	think,	was	sort	of	–	it	was	more	like	G13sus,	Ab13sus,	um,	ugh	I	can’t	remember	off	the	top	of	my	head,	I	don’t	have	my	file	open…	I’ll	be	able	to	send	it	to	you	and	tell	you	exactly	what	you	played!	[Laughs]		GS:	 Oh	right,	so	yeah,	there’s	not	that	thing	looped	on	that	one,	but	um,	it’s	bar	eighty-four	to	eighty-eight.	It’s	basically	those	four	bars.	It’s	still	not	a	very	tidy	chart	[laughs].	[Plays	written	vamp]	ah,	now	that’s	interesting.	Shit,	I’ve	missed	a	whole	bit	off.	Okay,	right,	um…	[Pauses]	so	I	don’t	know	on	the	recording	if	it	sounds	more	like	it	goes,	um	–	I	think	the	first	three	bars	of	that	right	[plays	vamp].		BS:	 Yeah,	there	was	like	a	second	half	to	it.	GS:	 [Phone	rings].	Oh,	god!	[Mumbles]	what’s	happening	there?	Um…	Right,	that’ll	go	away.	I’ve	just	updated	my	computer	and	now	my	–	when	the	phone	rings	it	goes.		BS:	 Oh,	it	all	goes	everywhere,	yeah.	GS:	 I’ve	never	had	that	before.	So	that’s	very	confusing.	Um,	sorry!	BS:	 You’re	good.	GS:	 The	one	that	I	just	looked	at…	I	do	apologise	about	this.	Right,	so	the	one	I	was	looking	at…	[Pauses]	there’s	a	round	and	round	bit	which	goes	[plays	along	with	chord	naming]	Eb	over	G,	Ab,	A	diminished,	B	sus	13	[actually	Bbsus13],	Eb	over	G,	Ab	major,	and	then	C	sus,	to	E	sus.		BS:	 Yeah,	cool.	
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GS:	 I	don’t	know	if	that’s	what	happens	on	the	record,	but…	BS:	 Yeah,	that	sounds	pretty	right,	yeah.	So	that’s	on	a	slightly	different	chart,	yeah?	That’s	cool!	I	can	–	I’ll…	Chuck	all	of	those	on	the	transcription	as	well,	and	then	it’ll	make	sense	when	seeing	what	was	implied	over	it	and…		GS:	 Mm,	I	mean,	it’s	one	of	those	things	-	I	quite	like	finding	a	pedal	point,	so	that’s	maybe	something	to	mention	[plays	Eb	note	which	acts	as	a	pedal	at	the	top	of	the	voicing	throughout	vamp],	so,	over	that	kind	of	[plays	progression]	you	get	a	little	bit	of	tension	when	it	comes	back	again.		BS:	 Yeah,	lovely.	GS:	 [Continues	playing]	so	when	it	comes	back	around	again	it	feels	like	you’ve	arrived	somewhere.	I	think	that’s	something	to	try	and	–	I	try	to	work	on	with	compositions,	maybe	in	small	blocks	like	that,	but	also	larger	blocks.	Um,	ending	the	cycle	so	that	you	feel	like	when	you	get	back	to	the	top	again	you’ve	gone	to	a	new	place.	If	that	makes	any	sense?		BS:	 Right!	Yeah,	yeah,	sure.	Yep…	GS:	 Um,	there’s	a	tune	that	I	–	actually	no	we	won’t	even	go	into	–	that’s	another	composition	where	that’s	quite,	um,	quite	apparent,	but	um.	Um,	have	I	been	any	help	at	all?		BS:	 Yes.	It	has	[laughs].	GS:	 Uh.	Well,	is	there	any	other	elements	that	we	can…	Uh…	I	mean	the	kick	in	the	tune	–	I’m	really	grasping	at	straws	now	for	things	that	might	be	interesting	[plays	last	line	of	A	section	melody].	Um,	it’s	quite	nice	having	that	kind	of	kick,	a	quaver	kick	into,	or	eighth	note	kick	into	the	bar,	so	[plays	the	melody	of	the	last	line	of	the	A	section	in	4/4]	if	you	were	in	4/4,	but	then	[plays	same	thing	again	but	in	7/4].	Um…		BS:	 Yeah.	Blurs	the	meter	for	a	sec.	GS:	 Yeah,	it	occurred	to	be	if	you	work	backwards	from	that	and	you	started	on	the	second	quaver	of	the	bar	then	you	could	do	the	dotted	crotchets	there	[plays	last	line	of	A	melody].	Um,	and	I	like	those	things	like	having	it	let	ring	on	those.	Or	I’d	say	let	ring,	kind	of	[plays	last	bit	of	A	section	into	vamp],	so	when	the	drums	come	back	in	on	the	next	bar	it	feels	like	it	starts	again.		BS:	 Yeah,	sure.	Yep.	GS:	 Um.	So	is	it	that	–	it’s	sort	of	trying	to	find	the	tension	of	the	tune.	I	mean,	it	builds	up	[plays	just	the	melody	by	itself,	stops	at	highest	note]	so	that’s	the	climax	of	the	–	you	know,	if	you	looked	at	it,	physically	that’s	the	climax	of	the	tune.	Um,	so	that’s	the	point	where	I	did	–	there’s	a	–	where	the	groove,	the	left	hand	groove,	breaks,	where	there’s	most	intensity	to	what’s	happening.	Um,	uh,	and	then	it	sort	of	simmers	back	down	to	the	–	to	having	the	vamp	in	between	the	A	sections.		
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Um,	blah-di-blah-di-blah-di-blah-di-blah.		BS:	 So	your	inspiration	for	implying	the	two	meters	over	each	other,	was	that	mostly	inspired	by	your	drummer?		GS:	 Um,	no,	a	little	bit,	as	I	say,	from	Phil,	the	bass	player.	And	he’s	really	good	at	doing	those	–	and	really	really	internalising	those	things,	so	not	just	skimming	at	it,	but	actually	really	being	able	to	do	it.		BS:	 Wow.	Yeah,	cool.	GS:	 So	he	was	a	large	part	of	it.	Um,	and	it’s	funny	‘cause	Martin	plays	in	such	an	interesting	way;	he’s	a	very,	sort	of	–	he’s	a	very	metronomic	drummer,	but	not	in	the	way	that	–	like	a	kind	of	clinically	metronomic,	sort	of	Dennis	Chambers-y	type	way,	or	something	like	that,	or	Dave	Weckl,	or	something	like	that.	He’s	very	–	very	loose	and	soundscape-y,	so	that	was	quite	interesting	to	have	that	particular	style	over	something	which	essentially	could	have	been	very	metronomic.	It	can	be,	kind	of,	very	tight.	Um,	so	yeah	a	lot	of	it	came	from	the	bass	player.		BS:	 Yeah,	that’s	so	cool.	Um,	man,	how	did	you	develop	the	independence	to,	um,	to	cope	with	the	complex	meter	and	the	superimposition?	You	know,	being	able	to	imply	the	five	and	lock	it	down,	and	still	play	a	very	clear	seven	melody	over	the	top	of	it.		GS:	 In	terms	of	the	improvisation	or	just	playing	the	head?	BS:	 Ah,	yeah	both,	I	suppose.	Kind	of,	um,	yeah,	the	hand	independence	sort	of	stuff,	and	is	there	any	specific	techniques	for	that?	Or	how	do	you	go	about	breaking	that	down	and	working	on	that?		GS:	 What	I	think	is,	maybe	not	as	specific	to	that,	but	as	a	general	thing,	um,	the	-	I’d	practice	sort	of	independence	by,	again,	creating	almost	exercises	to	be	able	to	get	one	thing	going	and	be	able	to	leave	it	to	do	itself,	without	you	having	to	do	anything	about	it.		There’s	a	tune	I’ve	written	called	Barber	Blues,	which	is	on	an	album	that	I	did	a	couple	of	years	ago	with	a	band	called	The	Impossible	Gentlemen,	um,	and	it’s	sort	of	like	a	sixteen	bar	blues,	but	the	left	hand’s	got	an	ostinato	[plays	ostinato]	which	kind	of	goes	on	for	the	whole	tune	but	goes	through	–	it	maps	out	the	chord	sequence,	but	essentially	it’s	got	those	two	parts	to	the	left	hand.	And	then	the	right	hand	melody’s	got	two	parts	to	it.	And	then	–	I	do	it	quite	a	lot	on	solo	gigs,	just	playing	and	then	improvising	over	the	top.	So,	um,	that	was	almost	created	as	an	exercise	to	be	able	to	do	something	over	–	this	will	probably	be	shit	[solos	with	right	hand	over	left	hand	ostinato	following	chord	progression],	et	cetera,	et	cetera.		BS:	 Yeah,	yeah,	sure.	GS:	 But	starting	off	by	maybe	practicing	things	on	the	beat	against	that,	so	[demonstrates	exercise].	And	then	off	the	beat	[demonstrates	exercise].	And	then	maybe	groups	of	threes	or	fours,	like	[starts	demonstrating],	ahh,	I’m	trying	to	think	of	a	good	one,	uh	[demonstrates	exercise].	So,	the	different	
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rhythmic	cells	over	the	top	of	that…		BS:	 Do	you	find,	like,	doing	a	lot	of	slow	practice	for	that,	or	trying	to	do	it…	GS:	 Yeah,	absolutely.	Because	that	was	totally	blagging	then,	but	I	–	what	I	try	not	to	do	is	accept	blagging	when	I’m	practice-	‘cause	there’s	–	you	can	tell	when	something	sounds	okay,	but	when	it	really	feels	okay,	like	you’re	–	like,	very	percussively	feels	like	you’re	nailing	it	then	that’s	what	I	try	–	at	least	try	to	aspire	to	with	practice.		And	then	the	idea	being	that	every	possible	kind	of	combination	of	rhythmic	events	that	could	happen	between	the	hands	you’ve	practiced	so	that	you	don’t	get	tripped	up	by	it.	So	if	it’s	an	‘on’	on	the	left	and	an	‘off’	on	the	right,	and	this	could	be	semiquavers,	or	you	know,	even	smaller	subdivision,	the	other	way	round	or	both	together,	or	a	cross	rhythm,	like	[demonstrates	dotted	crotchets	over	ostinato]	[mutters]	which	I	fucked	up	there.	So	that	kind	of	thing	I’d	slow	down	and	practice	so	that	it	wouldn’t	fuck	up.	Um,	so	that	when	I’m	improvising,	hopefully	it	feels	like	you’ve	got	that	kind	of	language	at	your	fingertips	to	be	able	to	nail	–	and	the	important	thing	will	be	the	left	hand	there	to	make	sure	that	that	doesn’t	go	wrong.	And	if	it	does,	like	then,	I’d	work	out	“oh,	it	was	that	coming	a	semiquaver	in	the	right	hand	before	the	left	hand,	so,	let’s	just	practice	that,”	[demonstrates].	So	you’ve	done	it	enough	times	that	then	it	won’t	fuck	you	up.		So,	just,	kind	of	build	a	lexicon	of	possible	rhythmic	events	on	those	really	that	are	under	your	fingertips.	Um,	I	mean,	I	guess	that’s	maybe	more	of	a	general	thing,	but	I	would	imagine	that…	[Phone	rings]	[Mutters]	oh,	for	fuck’s	sake.	Ah,	that’s	my	fiancé,	never	mind.		BS:	 [Laughs]	sorry!	GS:	 [Laughs]	I’ll	speak	to	her	later.	Um…	Sorry!	I	don’t	know	how	to	stop	it	without	–	I	better	not	decline	it	or	she’ll	get	pissed	off.	Um,	it’s	acceptable	if	I	just	look	like	I’m	not	next	to	the	phone…	Um,	yeah!	So,	with	the	um	[plays	bass	line]	[phone	stops	ringing]	weird.	BS:	 [Laughs]	that	was	fun…	GS:	 [Quotes	ringtone	melody	on	piano	over	bass	line]	…	That’d	be	too	much.	Um,	I	probably	just	spent	ages	just	going	[improvising	freely	over	bassline]	[phone	rings	again]	[whispers]	ahh,	for	fuck’s	sake!	Um,	I’m	just	going	to	answer	it	and	tell	her	I’m…		BS:	 Yeah	answer	it,	sure…	GS:	 [Speaks	on	phone]		[Returns]	sorry!		BS:	 You’re	right…	GS:	 Um,	yeah!	So,	probably	just	spending	ages	just	nailing	–	keeping	that	five	thing	ticking	along	and	then	trying	different	types	of	things	over	the	top	of	it.	Um,	
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different	rhythmic	combinations	of	seven	things.		BS:	 Did	you	find	you	had	to,	like	kind	of,	clap	it	out	or	tap	it	out	in	both	hands	to	be	rhythmically	accurate	with	the	five	in	the	first	place?		GS:	 Oh	yeah,	god,	I	do	that	all	the	time	actually.	I	mean,	if	I’m	ever	sitting	on	a	trains	or	busses	and	things	I	do	a	lot	of	tapping,	just	practicing	rhythmic	things.	‘Cause	I	mean	essentially	the	piano	is	a	percussive	instrument.	Um,	obviously	there’s	many	more	elements	to	it,	but	that	percussive	side	of	it	is	something	that	you	can	practice	away	from	the	instrument.	And	of	course,	you	end	up	being	a	–	as	a	piano	player	you	spend	a	lot	of	time	away	from	the	piano	[laughs]	so	it’s	kind	of	nice	sometimes	to	utilise	some	of	those	things	to	do	a	bit	of	percussive	practice.	So	yeah,	definitely	tapping	and	honing	that	away	from	the	instrument.		BS:	 Sure.	And	did	you	–	and	to	practice	five	over	seven	did	you	kind	of	still	treat	it	as	those	two	separate	half	things	again?	Like,	you	know,	four	over	three,	and	the	[pauses]	two	over,	whatever’s	left,	three,	sort	of	thing?	Is	that	how	you	were	kind	of	using	–	to	like	equate	it,	or	approximate	it?	Or,	were	you	trying	to	be	rhythmically	as	accurate	as	possible?		GS:	 I	think	probably	trying	to	be	rhythmically	as	accurate	as	possible.	I	mean,	as	you	said,	sort	of	many	minutes	ago	you	can	start	of	with	an	approximation	of	the	four	and	the	three,	and	the	three	and	the	two,	and	then…	that…	eventually	gets	to	the	point	where	hopefully	you	are	doing	it	sort	of	diligently,	then	you	are	doing	something	which	isn’t	the	four-three	and	the	three-two	but	it’s	actually	–	the	five	weaves	over	the	top	of	it.	Um,	I	mean	it	is	–	it	does	come	to	the	point	where	it	might	be	indiscernible	at	that	kind	of	speed,	but	I	think	aspiring	to	try	and	do	it	properly	was	what	I	was	trying	to	do	at	least.		BS:	 Was	it	ever	a	case	of	even,	um,	just	even	putting	the	metronome	on	every	‘one’,	and	then	just	trying	to	feel	five	equally	spaced	beats,	and	land	every	‘one’?	Is	that	another	way	that	you’ve	thought	about	it?	Or,	always	tried	to	hear	it	against	seven	crotchets?		GS:	 I	think	I	was	trying	to	hear	it	against	as	opposed	to	doing	that	thing	on	the	metronome.	Um,	just	trying	to	fit	five	in	–	because	in	a	way	that’s	almost…	there’s	something	not	–	obviously	it	is	accurate,	because	the	thing	is	coming	down	at	the	top	of	every	bar,	but	there’s	so	much	wiggle	room	within	those	metronome	hits	that	I’m	not	sure	that	that	would	be	as	helpful	as	working	on	the	relationship	between	the	two	different	times,	possibly.		BS:	 Um,	this	might	be	a	silly	question;	you	guys	didn’t	record	with	a	click	track	or	anything	for	that	record	did	you?		GS:	 No,	no,	no…	Actually,	we	might	–	did	we	do	Time	–	there’s	one	tune	called	Time	
and	Tide	where	there’s	some	overdubs	and	things.	I	wonder	if	we	maybe	did	that	one.	I	really	can’t	remember	but…		BS:	 Yeah,	sure.	GS:	 Um.	I	don’t	–	I	honestly	don’t	think	we	did.	If	we	did,	then	maybe	the	track	called	Time	and	Tide,	just	because	there’s	quite	a	few	different	sections	and	we	did	some	overdubs	and	things,	but	I’ve	got	a	feeling	that	I	think	we	just	did	it	all	
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without.	Certainly	none	of	the	other	ones,	all	the	[plays	A	Typical	Affair].	That	wasn’t	with	a	–	definitely	wasn’t	with	a	click	track.	So	I	think	it	speeds	up	quite	a	lot	[laughs].		BS:	 [Laughs]	doubt	it.	Um,	with	the	seven	to	five	to	seven,	the	modulations,	how	much	ensemble	practice	did	that	require	to	get	the	modulations	and	the	superimpositions	happening?	And	how	did	you	guys	workshop	that?		GS:	 You	mean	between	the	A	and	the	B	section?	BS:	 [Nods]	mm.	GS:	 Well,	nothing	really,	because	I	mean	the	five	is	instantly	setup	before	we	even	start,	um,	from	the	previous	bass	line	of	course.	So,	um,	Phil	would	just	play	kind	of	-	obviously	just	do	the	[plays	bass	line	from	vamp	leading	into	the	B	section].		BS:	 Yeah.	Going	back	seems	quite	tricky.	GS:	 Sorry?	BS:	 Going	back	to	seven	seems	quite	tricky	though.	Like	even	in	the	intro,	hearing	just	the	bass	play	five	and	then	to…	When	the	drums	come	in,	it’s	very	clearly	seven.	And	just	even	–	hear	that	against	the	five.	GS:	 Yeah,	I	think	he	kind	of	sets	–	I	can’t	remember	whether	Martin	sets	up	the	seven	in	–	or	just	sort	of	hits	straight	on	it.	But	I	guess	he	had	the	hardest	job	there,	to	get	back	into	seven	over	the	five.	But,	in	a	way,	I	mean	he	plays	it,	as	I	say,	plays	it	really	metronomically,	but	there’s	something	very,	uh,	humane	about	the	way	that	he	plays	the	groove	anyway.	So	um…		I	mean,	don’t	remember	that	being	a	tough	thing	to	do,	to	get	between	the	two	sections.	It	just	feels	like	it	kind	of	rolls	through	a	little	bit.	But,	um.	I	guess,	more	so,	just	practicing	improvising	on	that.	I	mean,	even	though	we	didn’t	do	very	much	of	that,	really,	I	don’t	think	we	ever	did	that	much	practice,	in	a	way.	It	would	have	been	nice	if	we	had	done	more,	but,	um…	Yeah,	in	answer	to	your	question,	I	don’t	think	there	was	a	massive	amount	with	that,	basically	because	that	five	is	the	constant,	and	that	kind	of	hangs	the	room	together,	type…	Situation…		BS:	 Yeah,	sure.	That	makes	sense.	Yeah.	Okay.	Um,	so	onto,	like,	the	improvising	sort	of	stuff	for	the	tune,	ah,	did	you	have	an	overarching	sort	of	approach	for	improvising	over	like	such	a	dense	harmonically	and	rhythmically	dense	arrangement,	such	as	this?		GS:	 Um,	no.	As	I	say,	I	mean,	I	think	if	I	did	it	again	I’d	probably	try	and	get	away	from	the	kind	of	[plays	4-3	clave	in	chords	and	then	just	lots	of	chords].	But	I	guess	the	other	half	of	me	was	–	would	have	thought	at	that	time	that	because	it’s	quite…	It’s	quite	an	unusual	arrangement	maybe,	that	maybe	it’s	nice	as	an	audience	member	or	listener	to	then	have	something	that	you	can	discernably	recognise	a	bit…	A	bit	more,	which	is	something	I	think	about	a	lot	now	in	terms	of	how	you	communicate	what	you	do,	and	how	you	make	it	kind	of,	um,	accessible	to	a	listening	audience.	Um,	so	maybe	it	was	good	that	the	harmony	or	the	changes	is	a	bit	more	kind	of	recognisably	The	Way	You	Look	Tonight.	
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And,	as	I	say	really,	that,	um,	that	most	of	that,	until	we	get	back	into	the	later	part	–	the	blowing	is	just,	um,	blowing	in	seven,	which	is	nothing	special,	it’s	just	blowing	in	seven.		And	something	that	I’ve	always	really	enjoyed	in	improvising	is	having	a	lot	of	chords	to	deal	with.	In	fact,	I	almost	enjoy	that	way	more	than	if	you’re	just	on	a	one	chord	vamp	or	something,	because	it’s	the	way	that	you	navigate	between	the	chords	which	is	kind	of	fun.	And	trying	to	create	something	horizontal	over	these	very	vertical	things	is	something	I	really	–	really	enjoy	that	challenge.		BS:	 Yeah,	sure.	Were	there	any,	um,	improvisational	concepts	tied	to	any	of	the	features	of	the	arrangement?		GS:	 Uh,	sorry,	how	do	you	mean?	BS:	 Um,	so	was	there	anything	you	were	specifically	trying	to	do	or	imply	that	was	trying	to	link	back	with	specific	things	from	the	arrangement?	So	like,	uh,	any	implications	of	the	five,	or…	GS:	 No,	I	mean,	I	think	again	if	I	was	to	do	it	again	now	I’d	try	–	hopefully	I’d	have	more	mental	capacity	to	try	and	to	be	a	bit	more,	uh,	connected	to	the	material	or	the	head	in	the	improvisation.	I	mean,	I	think	probably	at	that	stage	I	was	just	doing	my	best	to	improvise	in	seven	[laughs]	over	the	top	of	it,	without	having	much…		BS:	 Oh,	man,	there’s	so	many	great	moments	in	there.	Especially,	like	rhythmically,	sort	of,	really	blurring	lines	between	things,	and	crazy	triplet	ideas,	or	stretching	of	time,	implying	other	meters,	and…	Yeah!	It’s	cool…		GS:	 Oh	[laughs]	thanks.	Ah,	I	mean	I	think	that	thing	you’re	trying	to	–	to	blur	the	barlines	and	then	playing	phrases	which	are	not	just	[sings	4-3	clave],	or	kind	of	little	subdivisions	of	that	clave,	that	is	a	quite	nice	thing	to	do.	And	in	terms	of	trying	to	make	longer	phrase	lengths,	that’s	something	always	I’ve	tried	to	–	try	and	work	hard	to	aspire	to,	‘cause	it’s	a	classic	thing	for	all	of	us	with	jazz;	you	just	play	a	short	phrase	and	then	a	different	short	phrase,	and	then	you	move	onto	something	else.	But	actually	trying	to	do	something	which	is	a	bit	more	overarching,	and	has	a	longer	forward	form	to	it.	And	I’d	probably	guess	that	I	didn’t	achieve	that	greatly	at	that	time.	But,	um,	but	that’s	something	that	I	–	if	I,	again,	were	to	approach	it	now	I’d	be	trying	to	do	a	little	bit	better.		BS:	 Yeah,	sure.	Cool!	Um,	were	there	any	improvisational,	uh…	Oh	sorry,	any	of	those,	um,	improvisational	approaches	–	how	did	they	sort	of	translate	to	the	practice	room?	So,	were	there	any	specific	exercises	or	rhythmic	patterns	you	were	kind	of	working	on/checking	out	to	be	able	to	play	all	those	things	that	you’re	talking	about?		GS:	 Uh,	well	may	–	I	–	uh,	I	mean,	god,	to	be	honest	I’ve	not	really	listened	to	it	for	about	seven	or	eight	years.	But	I	mean	I	guess	just,	again,	trying	to	do	things	like	sub	–	putting	dotted	crotchets	over	the	top	of	seven	and	then	knowing	where	it	comes	out,	and	being	comfortable	with	the	different	ways	that	that	will	cross	across	the	kind	of	four-three	groove	of	the	solo	section.	Different	types	of	rhythmic	–	little	rhythmic	cells,	and	superimposing	them	over	the	top,	and	feeling	comfortable	with	doing	that	maybe.		
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BS:	 Yeah,	sure.	Yep…	Um,	and	lastly,	were	there	any	sort	of	preconceived	ideas	in,	like,	being	a	recorded	solo?	Um,	and	yeah,	does	it	–	does	that	differ	from	a	live	performance?		GS:	 Um,	I	think	you’re	more	forgiving	when	you’re	in	a	live	performance,	that’s	for	sure,	‘cause	it’s,	uh…	And	you	sort	of	–	I	think	you	have	a	different	adrenaline	really	when	you’re	playing	with	–	you	know,	as	you	know	yourself,	it’s	easy	to	forgive.	It’s	like	the	right	kind	of	mistakes	and	the	wrong	kind	of	mistakes.	When	you’re	playing	with	adrenaline	in	a	live	performance	and	something	doesn’t	quite	go	then	I	find	it	easier.	Should	–	had	it	been	a	live	thing	recorded	I	find	it	easier	then	to	listen	back	and	think	“oh	well,	you	know,	at	least	I	was	going	for	it,”	whereas	like	if	you’re	playing	out	of	fear	–	which	I’m	very	conscious	of	these	two	different	things,	either	playing	out	of	fear	or	playing	out	of	joy	–	then	mistakes	that	I	make	through	playing	out	of	fear	then	I	hate	because	I	know	that	I	wasn’t	in	that	positive	zone	when	I	was	doing	it.		So,	um,	I	guess	I	would	probably	listen	back	–	if	I	did	listen	back	to	it	now	I’d	probably	think	“argh,	god!”	I	was	probably	too	nervous	about	making	a,	certainly	a	rhythmical,	error.		BS:	 Interesting…	GS:	 But,	uh…	But	in	other	words	I	didn’t,	you	know,	didn’t	work	out	anything	in	advance	in	terms	of	particular	bits	of	solo	or	anything	like	that.	Um,	and	I	think	pretty	much	the	soloing	was	all	one	take,	it	wasn’t,	um	–	not	like	it	was	the	only	take,	but	it	wasn’t	bits	and	bobs	sliced	together	of	various,	like	eight	bars	of	this,	eight	bars	of	that.	Um,	I	think	it	was	all	just	a	solo	and	that	was	how	it	was.	But	um…		BS:	 Yeah,	cool!	How	many	takes	of,	not	necessarily	that	tune,	but	like	on	all	the	tunes	on	the	album	–	was	it	just	sort	of	try	nail	it	in	two	or	three?	Or	as	many	as	it	took	sort	of	thing?	Or?		GS:	 I	think	most	of	the	time	it	just	tended	to	be	two	or	three,	maybe	four.	I	mean	it	tends	to	be	that…	If	you	say	four	takes	then	maybe	the	first	two	have	got	interesting	solos,	or	certainly	the	first	one,	‘cause	you’re	giving	less	of	a	shit	and	you’re	just	going	for	it.	Um,	and	then	maybe	after	that	you	try	to	–	either	you	just	do	little	fixes	of	the	bits.	I	mean,	not	particularly	this	tune,	but	things	that	have	got	melody	in	and	that,	then	maybe	you	work	and	sorting	those	bits	out	afterwards.	But,	I	tend	to	find	you	only	really	get	the	first	two	or	three	takes	of	anything	where	you’re	in	that	zone,	and	then	it	becomes	a	question	of	you’re	trying	to	do	either	something	the	same	as	you	did	the	last	time	or	something	different	than	what	you	did	last	time.	And	then,	you’ve	lost	that	spark	‘cause	you’re	second-guessing	yourself,	aren’t	you	really?		Um,	so	if	you	haven’t	really	got	it	at	the	beginning…	I	mean	some	tracks	I	remember	in	albums	over	the	years	that	we’ve	really	struggled	on,	and	then,	you	know,	you’ve	got	to	about	seven	or	eight	takes	and	you	think	“oh	fuck	this	is	not	–	this	is	definitely	not	getting	any	better!”	[Laughs]	Um,	but	then	sometimes	you	listen	back	to	the	first	thing,	which	you	thought	was	maybe	not	great,	and	then	after	hearing	six	takes	where	it’s	really	kind	of	lame,	then	you	listen	back	to	the	first	one	and	think,	“oh,	well,	at	least	it	was	the	right	spirit	to	that.”	
	 102	


















E¨Œ„Š7 C‹7 F‹7 B¨7
A
5
E¨Œ„Š7 C7 F‹7 B¨79





E¨6 C‹7 F‹9 B¨7 E¨Œ„Š7 C‹7 F‹9 B¨7 A¨‹7 D¨7
1. 2.
17
G¨Œ„Š7 Gº7 A¨‹7 D¨7
B
22
G¨Œ„Š7 B¨‹7 Aº7 A¨‹7 D¨926
G¨Œ„Š7 Gº7 A¨‹7 D¨1330







The Way You Look Tonight
Music by Jerome Kern






















































































































E¨Œ„Š7 C‹7 F‹7 B¨7
C
38
E¨Œ„Š7 C7 F‹7 B¨742
B¨‹7(„ˆˆ11) E¨7 A¨Œ„Š7 F‹9 B¨746
E¨6 C‹7 F‹9 B¨7 E¨Œ„Š7 C‹7 F‹7 B¨750



































































































































































































































































































































































Ebmin7 Gmaj7(#11) Emaj7(#11) Ebmin7 D13b9
27






























































? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ?
Œ

































































































































































G7#5#9 Gbmaj F7 Bmaj7#11 Bbmin7 Ebsus13 Fmin7 Dbmaj
F
56
Cmin7 Ebsus13 Abmaj Abmin7 Ebmaj/Bb60
Bbsus13 Ebmaj/Bb Bbsus1363
Ebmin
Gmaj#11 Emaj#11 Ebmin7 D7b9
G
66









? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ?
? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ?
? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ?
? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ?
? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ?
? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ?
? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ?







G7 B7#11 A7#11 Db7#11 G7#5#9 C7
H
74
Fmin7 Db7#11 Bbmin7 A7#11 Abmaj Abmin677
Eb/G
Abmaj Aº7 Bbsus13 Eb/G Abmaj Aº7 Bbsus1380
84



















? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ?
? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ?
? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ?














? ? ? ? ? ? ? ? ? ?
Lead Sheet
4
